JR: My general themes have been weather, control and inevitability framed in the context of nature and our struggle to survive. While I'm interested in these aspects of the world that we live in, I appropriate their visual and material language, and enact these elements as metaphor for personal experience. I've been preoccupied with the implements, language and semiology associated with human efforts to control the elements -to fight back enough so that we can have things the way we want, whether that is for survival purposes or simply creature comforts.
What is the cost of our actions? What toll do we take on the environment? Can we take the long view?
WB: There seem to be a lot of opposing forces present or implied in the work, seeking to cancel each other out, or maybe, more optimistically seeking balance.
JR: Yeah, I see it as an absurd attempt at sustainability. There's a wryness to the work. Something went wrong and we're trying to fix it. The piece Survival Laughter deals with the coping mechanism of finding humor in a horrible situation, as a means to survive! To persist! Sometimes it's cynical, but I see it as an attempt to celebrate, an attempt to be better. Those are my general ideas in regard to space and place. I want to make a meaningful mark. This place, this house on the edge of the woods is in a neighborhood, it's a lively place. Everyone seems to love living here. The woods behind my house are mysteriously beautiful. Between the woods, the yard, the deck, the house and its many windows . . . this is where I want to be. I can work fluidly, productively, and freely here.
I have always sought to work in the places that I want to be in: nature, backyards, parks, forests, mountains, deserts, kitchen tables and living rooms. I listen to a lot of music, but there is plenty of time for meditation and reading. Solitude is good, but my friends (the Fog Workers) often work with me. I don't want to be reticent about joy and wonder. I am a subscriber to the New Sincerity movement and Steve Roggenbuck's assertion that LIFE IS BEAUTIFUL. Here we are in the Present Tense.
WB: Who are the Fog Workers?
JR: The Fog Workers are like a band; they're an essential part of my work. Their contributions range from conversations to fabrication to documentation.
WB: Why fog?
JR: I like it as a metaphor for occlusion and becoming, gaining clarity.
WB: Tell me about your drawings.
JR: I've always loved drawing. In high school I was really into photography. I realized later that what I was doing was drawing, forming and framing composition, thinking about line, form and surface. Photography allowed me to find drawings everywhere. The directness of this drawing process caused me to see more actively. Agnes Martin talks about drawing as an extension of seeing. That resonates with me. So I became fascinated by drawings that were made up of things, still lifes . . . and then all of a sudden I was making sculpture. I'm interested in the potential spectrum of art making, in experimenting and contributing to the conversation of contemporary drawing, sculpture, and installation. In general, I want to pose questions and create poetry. How can I make something worthwhile in a world that is over--saturated and over--stimulated? JR: For sure. My experience with landscape has certainly influenced my art. Walking through boulder fields, lichen--covered and gigantic. Beaver dams, aspen groves, and tumbleweeds . . . these are the things that seep into the art. Ghost towns as well. I got the chance to travel through the landscape frequently while living in Colorado, moving art to make a living. Rich people buy art and live in beautiful places. I got to benefit from that; I also got to see and handle a lot of great art. I ended up thinking about preciousness a lot, I learned to value temporality, like Buddhist monks laboring over sand paintings that will be consumed by the elements. That's a big part of the work: breathing in and out and embracing cycles of growth and decay. I'm taking part in a conversation that has a long history.
Found materials, natural and synthetic, as well as pseudo--natural surfaces are the result. Various found implements from human interactions with landscape make an appearance as well. Being in the woods is important too. In 2008, I carved text into two trees; "words will never hurt me" and "resilience." I implicated myself by scarring nature. But I did it to prove a point: nature's resilience. Maybe we'll destroy the planet, but maybe we'll kill ourselves off and nature will find a balance and life will form again in a similar way; evolution will be an inevitable part of the process. It's sobering. Hopefully we can get our act together before it gets to that point. 
